have been substantially strengthened through scrutiny by the courts which have continually upheld the notion that there should be minimal state interference with the free press (Nurse 2013). Yet journalistic and artistic freedom are widely under attack in our post-9/11 world (Ash, 2016; Article 19, 2007) and comics have begun to embrace this notion. The reality that free speech carries with it responsibilities not to abuse that right sets up a potential conflict between the public interest and the needs of national security. State responses to global terror threats, including various European anti-terrrorism laws, have effectively criminalised free speech, particularly speech seen as 'glorifying' or 'supporting' terrorism, via anti-terror or restrictive media laws that provide for new forms of censorship on grounds of national security and the prevention of terrorism.
The question of free speech and censorship is inextricably linked with the comics industry. Both historical attempts to limit publication (Wertham, 1999) and contemporary censorship and attempts to restrict comics' access through library bans and reader/publisher prosecution under obscenity laws (CBLDF 2016) illustrate how comics are objects of legal regulation and (mis)use of law to enforce dominant ideological/moral paradigms. Comics' consideration of the conflict of rights and freedoms has arguably expanded since 9/11, particularly in respect of 'the preoccupation with justice that manifests as an ongoing tension between public safety and individual rights ' (Phillips and Strobl 2015: 110) . Contemporary comics' consideration of journalistic free speech operates in a post-9/11 environment where journalistic characters 'have evolved into more full-bodied roles: weak or vain, blustery or cynical, realistic or at least somewhat more credible for twenty-first century audiences' (Knight 2009: 139) . This article examines these issues via discussion of DC's DMZ which imagines a future in which freedom of the press has all but disappeared.
The DMZ, War on Terror and Censorship
Set in the near future, DMZ imagines a second American civil war which erupts after the US government, bogged down in overseas adventurism, 'mistakenly neglects the very real threat of anti-establishment militias scattered across the 50 states ' (Wood et al. 2008: 6) . When Middle America rises up and violently fights back against Armies, controlling New Jersey and the inland, and the United States, holding New York City's boroughs, the DMZ is largely seen through the eyes of photojournalist intern Matty Roth. Stranded in the DMZ when his news crew is attacked by 'friendly fire' Roth continues his assignment, discovering that the official line about the ' enemy' (the Free States) is not entirely truthful and that the news reaching the public is of questionable veracity.
This article argues that DMZ's 'War on Terror' depiction and its associated control of news access and reporting serve as allegories for contemporary free speech restrictions. DMZ's narrative provides an analysis of contemporary concerns about corruption, abuse of power and restrictions on the public's right to know. Wolk (2007: 20) identifies that 'when you look at a comic book, you're not seeing either the world or a direct representation of the world; what you're seeing is an interpretation or transformation of the world with aspects that are exaggerated, adapted or invented'.
Comics are well-placed to deal with contemporary terrorism and free speech ideas in part because 'the extra-legal narratives that are common in mainstream comic books bypass the frustration of due process concerns ' (Phillips and Strobl, 2015: 113) .
Thus comic book 'heroes' are able to engage with contemporary justice concerns in both an idealised and an explicit manner that sidesteps the banality of 'real' justice discourse. As Gustines notes, citing a New York Times Book Review, DMZ's scripts are 'full of acidic metaphors for American flag-waving and embedded reportage ' (2006) . DMZ posits not just that free speech is good nor that it must always be protected, but instead shows how journalistic ideals and the very notion of what free speech is about can shift within conflict zones and to suit contrasting ideologies.
Restrictions on conflict reporting are not new and reflect the notion that absolute free speech may not be desirable in times of conflict. As far back as the first World War, the UK's Defence of the Realm Act 1914 (DORA) contained a provision which specified that 'no person shall by word of mouth or in writing spread reports likely to Nurse: See No Evil, Print No Evil 4 cause disaffection or alarm among any of His Majesty's forces or among the civilian population' (section 4 of the DORA (no 2) Regulations). Greenslade (2014) argues that in that conflict, 'rigid government control was exercised in conjunction with a complicit group of committed pro-war press proprietors' in essence ensuring that any negative reporting was strictly controlled. Seen primarily through Matty Roth's eyes, DMZ raises and illustrates contemporary concerns about pressing social problems in its representation of corruption within the military and political complex.
It explores abuse of power and restrictions on public information about the ongoing conflict set against the background of a fictionalised American civil war.
In the introduction to Volume 3, Public Works, Cory Doctorow describes DMZ as an ' angry war comic that tells the other side of the war ' (Wood and Burchielli, 2007: 4) .
It reflects Wolk's (2007) notion of exaggeration as a means to explore a real issue;
here the notion that there is another side that runs counter to official 'War on Terror' discourse is integral to DMZ 's narrative. Author Brian Wood's focus on the lives of the DMZ's inhabitants and the various factions operating in the civil war illustrates not only how information is controlled, as might be expected in times of war, but also how journalists and the flow of information are seen as problematic where their role of informing the public risks undermining public confidence in state agencies, the military and political leaders. DMZ makes explicit use of violence, both visually and within its narrative, and its focus on the lives (and deaths) of both combatants and non-combatants extends the work beyond that of 'mere' comic book entertainment to function primarily as a 'War on Terror' narrative (Araújo, 2015; Philips and Strobl, 2013: 41-42) .
The Journalist as Protagonist
Greenslade (2014) suggests that it is almost unthinkable today to think of journalists being arrested solely for reporting on the war. DMZ explicitly explores the role of the journalist adopting a contemporary spin on how the principle of press freedom, In essence Article 19 of the ICCPR, which is about freedom of speech generally, provides the framework for a free press, given that the press is a primary mecha- with the (eventual) co-operation of the locals, is frequently detained or held hostage as a response by both sides to the perceived threat from his reporting. However, DMZ establishes throughout that Roth is no corporate newsman pursing a particular network-driven agenda. Indeed, he is established early on as an intern who has yet to be fully accepted within the broadcast media industry; thus his impartiality and freedom from corruption is implied from the outset, although an early reference is made to his father having pulled strings to gain him the assignment (Wood and Burchiello, 2006: 12) .
Within its narrative DMZ reflects wider concerns about the obligation on the press to act responsibly and their ability to do so. The ICCPR allows for there to be restrictions on the press and the exercise of the free speech right in order to: a) respect the rights or reputations of others (including politicians); or b) for the protection of national security or of public order, or of public health or morals. Censorship by public authorities can, thus, be imposed in certain circumstances, in accordance with the provisions of the ICCPR or regional human rights instruments that implement ICCPR principles such as the ECHR. The notion of right followed by (justified) exceptions is a common structure in human rights instruments and the extent to which interferences with free speech happens in the interests of national security is a core narrative concern within DMZ. Allison (2012) notes that journalists provide strong central characters for comic series ' as their occupation demands that they seek new stories and their articles make the perfect narrative devices for scene-setting'.
Yet Matty Roth's character arguably also reflects recent changes in the role of the journalist within comic narratives from observer to direct protagonist where themes of security, corruption and authoritarianism come to the fore, particularly in post-9/11 'War on Terror' and social conflict literary narratives. information and ideas; the public also has a right to receive them. Were it otherwise, the press would be unable to play its vital role of "public watchdog" (Observer and Guardian v UK (Application No. 13585/88) [1992] 14 EHRR 153).
Restrictions on free speech thus raise concerns about state censorship, especially in matters of security, crime and terrorism. DMZ illustrates the contemporary idea that effective free speech provides not only a 'marketplace' for ideas and public discussion, Barak-Erez and Scharia, 2011: 14) . Criminalising incitement to terrorism is achieved through wide terrorism laws which historically have not been intended to apply to journalists given that a free press provides a means through which governments and the abuse of power can be scrutinised and exposed, and dissenting voices heard.
However, the extent to which states can (and do) interfere with free speech and the free press is an issue of contemporary concern, particularly within 'War on Terror' discourse. DMZ examines these issues, explicitly detailing how state restrictions on and scrutiny of the press, challenges to publication on the grounds of public order under anti-terror and libel laws and to protect reputations, all contribute towards restricting public access to the realities of war. This reflects the realities of contem- The ECtHR agreed, accepting that while the interference in Sener's free speech was allowed for by Turkish law, the Court did not agree that the interference was 'necessary in a democratic society' for the aims of national security and protecting the public to be achieved. The ECtHR specifically referred to the essential role of the press in ensuring the proper functioning of political democracy. While the press should not overstep its bounds or interfere with the vital interests of the state, e.g. national security, it was nevertheless incumbent on the press to impart information and ideas on political issues, including divisive ones.
This theme is integral to DMZ and the question of how far journalists can go before their actions can be criminalised. Matty Roth's journey through the DMZ extends beyond simply reporting on life in the DMZ to alleged complicity in the actions of militia and rebel groups. Restrictions on the free speech right's 'social purpose' are often legitimate on grounds of national security and, for example, the ECtHR has ruled that a fine imposed for a cartoon published a few days after the The 'King's' explanation casts doubt on the efficiency of the military operation, its leadership and the preparedness of the troops for what they encountered. Much like the real 'War on Terror' there is doubt about the extent to which the strategy will be effective.
Criminalising Journalistic Free Speech: Preliminary Conclusions
Free speech is generally governed by international conventions, national constitutions and the system of protection of fundamental rights and freedoms that is consistently upheld by the courts (Varju 2013). But in times of war or where the threat of terrorism is concerned, these conceptions on civil liberties are often suspended. DMZ examines a range of issues around things society is often uncomfortable discussing. These include: the extent to which information is kept from the public in order to ensure continued support for military action; whether it is helpful for society to know the full impact of war on civilian populations; and the extent to which the official narrative on war may differ from the reality on the ground.
DMZ asks the difficult question of whether we really want to know what goes on in war and answers it by showing one version of that reality that we can understand given that the people on both sides in the fictional conflict are just like 'us'.
Ultimately in DMZ Matty Roth ends up in prison, arguably for uncovering the reality of contemporary war and its underlying political justifications and for asking questions that the state might prefer are never asked, let alone answered (Wood et al. 2011 ). While we arguably need investigative journalists more than ever, DMZ reflects a world in which their ability to examine the extent to which we are lied to about the wars fought in our name is increasingly under attack.
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